blossoms with the realm of the feminine did not, however, lead to sustained moral panic because flower-arranging Anglo-Catholic priests were increasingly seen as effeminates rather than as sexual predators. This analysis of developments in the early to mid-Victorian Flowers vcb v3, p. 2 periods is seen as forming the basis for further work into the subsequent floral interconnections between sacred contexts, aestheticism and the Arts and Crafts Movement.
medieval visual and material practices of devotion. What Goody refers to as the 'persistence of puritanism' ensured that the use of cut flowers, particularly those imported or cultivated in hot houses, was the subject of moral concern well into the nineteenth century. 7 Hard-line Protestant opinion regarded flowers as opulent reproductive bodies and, as such, their opulent display was seen as quite unsuitable for church and chapel interiors. 8 From eighteenth century, however, the emergence of sentimentality, sensibility and romanticism led to a culture which increasingly looked to find moral goodness in nature. 9 Nostalgia for pre-industrial England fed into to the rise of enthusiasm for plants and gardening. 10 The use of flowers in churches was, however, impeded by their continued association with Roman Catholicism. It was only with the rise of the Oxford (Tractarian)
Movement in the 1830s that renewed Catholicity of practice within a part of the Church of England led to the increasing reintroduction of blooms to ecclesiastical interiors. Thus, the seemingly innocuous topic of flower-arrangements was seized upon as emblematic of important doctrinal changes as, for instance, when Frederick Oakley (1802-80) published
The Catholic Florist (1851), which he dedicated to the newly installed Cardinal of Westminster, Nicholas Wiseman.
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Oakley's career is powerfully evocative of the dramatic changes that were taking place in the world of early Victorian religion. He graduated from Oxford in 1824, was elected a Fellow of Balliol, and joined the Tractarians. In 1839 he became incumbent of the Margaret Chapel, in London. After considerable heart-searching, he retired in 1845 to John Henry Newman's community at Littlemore, and a few weeks later followed him into the Catholic Church. Much of the opposition to Oakley from within his original denomination (and this was typical of others in a similar position) was focussed on the changes that he Flowers vcb v3, p. 6 made to the furnishing and decoration of his chapel. He stripped out the three-decker pulpit, established an altar with cross and candlesticks, and began the practice of the abundant decoration with flowers and greenery at Christmas, Easter, and Whitsun. 12 All of this brought him to the notice of his bishop, Charles James Blomfield (1786-1857), who had inveighed at length in his diocesan charge of 1842 against such 'Catholicising' innovations. 13 Blomfield strongly disapproved of flowers being used for symbolic purposes and Oakeley was specifically ordered not to indulge in such practices as the placing of red flowers on the altar on martyrs' days since this implied the idolatrous worship of the saints. 14 Oakeley, by then safely ordained in the Roman Catholic Church, referred in The Catholic Florist, regretfully, to the way in which Blomfield had 'inhibited' him from 'attempting to interest his congregation through the medium of "flowers on the altar", in the varying succession of the Christian festivals'. 15 Modern commentators have tended to be a little puzzled by the seriousness with which Blomfield and Oakeley took this subject. For instance, his recent biographer Peter
Galloway found The Catholic Florist a 'charmingly eccentric' work with a 'naive title', and he thought that 'it would be easy to dismiss the book as a collection of exotic trivia, were it not for the fact that it is so thoroughly researched'. 16 However, the controversial aspects of the use of flowers in churches we so well known that all shades of Christian opinion in the early and mid-Victorian periods believed that the use of flowers in church required regulation.
Even Oakeley took care in his preface to the The Catholic Florist to argue that flowers were 'the fairest and most unblemished among the remnants of paradise' and that they are 'instinct with no mischief; and needing no exorcism'. They should, therefore, be 'rescued from a sensual or a secular perversion'. 17 In other words, flowers were good because they Flowers vcb v3, p. 7 were God's natural creations and, as such, they should cease to be evocative only of domestic concerns and take their place in church. His book is, therefore, not just a piece of advocacy but a guide to proper usage written in order to counter the hard-line Protestant opinion that flowers were exemplary of the dangerous allure of the fallen world, a view which could be traced back to sixteenth-century drives against idolatry.
From such points of view an enthusiasm for flowers implied a sinful fascination with worldly sensuality such as was, supposedly, characteristic of Roman Catholics. Bunches of cut flowers, in particular, were understood as aspects of female material culture. When bought by men they were assumed to be gifts for women and thus, potentially, aids to seduction. It is important to be aware how strongly gendered flowers were in Victorian
England. For instance, in the popular Language and Sentiment of Flowers (c. 1860), in 'Warner's Bouquet Series', each sort of flower has a meaning -including the one we remember today, red rose for love. Tuberose, for instance, equated to dangerous pleasures, whilst 'white rose (dried)' was 'death preferable to loss of innocence'. This symbolism was all very feminine, for there was no flower that meant 'handsome', but there were many referring to different forms of 'beauty', such as 'always new', capricious, delicate, divine, glorious, lasting, magnificent, mental, modest, neglected, pensive, rustic, unconscious and 'is your only attraction' (!).
18
The Anglo-Catholic heirs of the Tractarian pioneers brought flowers into churches in imitation of medieval practice as part of their campaign to roll back what they saw as the undesirable aspects of the Protestant Reformation. When they did so, however, they raised a key fear that they were, in fact, corrupt men who were involving themselves in women's concerns in order to seduce the wives and daughters of their male parishishioners. Similar attitudes to sisterhoods were 'at best ambivalent'. 20 Most critics today tend to regard this painting as exhibiting a strong sense of anxiety at the impending sacrifice of her reproductive destiny by this seemingly miserable novice. 21 At her feet, in fact all around her since she stands on a miniature island reached by a flimsy plank, is a pond that seethes with plant and animal life. In 1845 Collins had almost drowned; Millais wrote of his friend that, as a result, 'one could not induce him to commit his body (for fear of drowning) within a coffin bath of hot water'. 22 This painting may thus invoke terror at the thought of drowning in the womb of nature. The flowery garden is thus an alluring trap for the novice, and for the viewer. 23 Millais' Ophelia (1851-2), is also a painting that is focussed on dangerous seduction. Ophelia, half-in and half-out of the water, mouth open, implicated in floral nature, is painted as a sensuous object of allure, as a siren, as well as a victim. 24 In so doing 27 Conservative comment in the following years suggested that flower use should be avoided on the altar, and might be permitted in the body of the church only if this was a long-standing local custom (as it appeared to be in some rural areas). Open sanction was only given to limited and traditional use of evergreens in the body of the Church at festivals.
The most important legal case from this period on Anglican ritual and decorative Immortelles", and evergreens deck the main body of the church itself'. 28 Liddell, in his letter to the bishop in 1854, quoted Westerton as having referred to 'bouquets of flowers and other foreign frippery', but emphasized that they were not paid for out of the offertory. The vicar denied that flowers were ever placed on the communion table, or were used as ritual adjuncts to the mass, but were mere adornments to the body of the church and its furniture. 29 The bishop inspected the flowers with Liddell and Westerton and, according to the Christian Times, said he was satisfied with them, although he emphasized that flowers
should not be arranged in cross shapes and should be in bunches of one colour. 30 The legal judgement handed down in 1857 created the somewhat ambigious distinction between liturgical ornaments and mere decorations, but its essence was that disputed elements such as flowers and crosses were allowable only if they were not made part of liturgical ritual.
Thus, flowers were allowable so long as careful rules of discipline were observed. 'When arranged as here prescribed', Purchas comments, 'and within the limits suggested, *these will+ yield to the accessories of no other rite in their severe dignity and beauty'. 31 He was thus able, by these strictures, to present a 'manly' and disciplined use of flowers which did not imply ongoing spiritual or gender transgression. However, his careful regulations Flowers vcb v3, p. 11 were soon under pressure as the result of a rise in the popular enthusiasm for floral decorations, not just in Anglican, but in other Protestant churches, and not just in England, but also in North America. 32 Pugin argued that the difference between 'antient' *ie. medieval+ and modern artists was that the former used plant decoration as if real plants were laid on the architecture to 'fill up the space they were intended to enrich', whereas the latter used decoration to create illustionistic effects: 'a modern painter would endeavour [sic] to give a fictitious idea of relief, as if bunches of flowers were laid on, and, by dint of shadow and foreshortening, an
Flowers vcb v3, p. 13 appearance of cavity or projection would be produced on a feature which architectural consistency would require to be treated as a plane'. 34 Pugin's ideas, as is well known, were extremely influential. For instance, the architect William Pettit Griffith was inspired by the passage I have just quoted to publish his own thoughts on 'architectural botany'. Correctly applied vegetal ornamentation would, in his view, provide symbolic support for, rather than illusionistic distraction from, the structural integrity of a gothic revival church. 35 There Greenhouse Companion (first edition 1824) that 'a Green-house, which fifty years ago was a luxury not often to be met with, is now become an appendage to every villa, and to many town residences... which mankind recognise as a mark of elegant and refined enjoyment. 41 These words were aimed squarely at the upper ranks of society, however, the development of railways was soon to facilitate the transport of fresh flowers to the cities so bringing them within the purse of middle class families (including those of vicars and curates with moderate incomes). The use of plants appears to have spread rapidly in domestic contexts and the first guides to arrangement of cut-flowers in the home aimed at the middle-class housewife were published. In 1862, Miss. E. A. Maling explained her decision to go into print on this subject on the basis that 'there seem to be few, if any' books on flower arrangement.
Moreover, this has 'become of late no unimportant manner... as a rather serious item of household expenditure; the diner Russe requiring so many flowers, and the taste for them increasing with such rapidity'. 42 This new style of dining course by course (as is the normal usage in restaurants today) required the table to be laid in full at the start of the meal. As T.
C. March, who won the first British competition for such Table Decoration in 1861, makes clear, the impression of opulence was no longer derived from the sheer quantity of food on 46 Over the fireplace was the mantle-shelf on which, especially in higher class households, a few valuable items, often candlesticks, were symmetrically arranged much as objects were arranged on the Anglo-Catholic altar ( fig. 2 ).
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Although both the upper-and middle-class parlour and the dining room were used as places to impress and receive visitors, the former was conceived of as a feminine space and the There are other parallels between ecclesiastical and domestic 'garnishing'. Like the church, the home was widely held to be a 'sacred' space at this time. 49 Moreover, style manuals on correct domestic conduct were proliferating at exactly the same time as their equally exacting counterparts were laying down the minutiae of ecclesiastical ritual. 50 Andrea Tange, in her comparison between Victorian publications and their twentiethcentury equivalents is misleading when she asserts that only the latter 'are explicitly focussed on consumable products, implicitly creating a commodity fetish, rather than emphasizing the moral value of these objects for the culture as Victorian texts did'. 51 Both domestic and ecclesiastical style manuals were implicitly, and sometimes explicitly, linked into the market in the nineteenth century. These style guides have been widely recognised as a constitutive element in the development of the Victorian middle classes, who . 3) . 53 Since creepers such as ivy were widely employed in the art and literature of the time to refer symbolically to feminine constancy reliant on masculine support, one could read Barrett's decorative schemes as being designed to be congruent with expected gender roles. 54 Indeed, he dedicated his book to the 'the wives and daughters of our parochial clergy who like those who were first at the Holy Sepulchre are foremost in every good and useful work'. 55 Thus, by following these books of rules, the feminine element (both plants and women) could be employed in a manner that was appropriately subordinate to legitimate forms of masculine authority.
The abundant decoration of churches with temporary displays consumed a good deal of time and money. The link between commerce and the sacred is abundantly clear 56 A recent newspaper article about this book described it as 'an energetic combination of cheerfulness, vulgarity, commercialism and piety… Every surface of your already carved and polychromatic church (for this was the high age of ritual ornament) could be covered, hung, festooned and circled with foliage, crockets, shiny stars, symbolic letters, illuminated crosses, bannerets, devices and brightly coloured texts'. 57 Construction of the kinds of vegetal cladding on otherwise plain walls, pillars and arches as advocated by Cutts ( fig. 3 ) was facilitated by detailed construction diagrams, such as one example which more or less obeys Puginian principles of surface decoration before taking off into a flying festoon across an arch (fig. 4) . The 'wholesale consecration of the marketplace' which Leigh Eric Schmidt has established as one of the key aspects of the modern co-existence of religion and capitalism owed a good deal, in Britain, to the material enthusiasms of the Anglo-Catholics. 58 The Helpfulness of Effeminacy
There is one other important cultural transformation which helped to legitimate the use of flowers in Anglican churches and that was a small but significant shift in the gendering of clergy, for mid-Victorian England also saw the gradual decline of anti-clerical images (that had been popular since the Reformation) of economically and sexually rapacious clergy. We can examine this process at work by looking at a cartoon: '"Pig-Headed" Ritualism' (1869) Flowers vcb v3, p. 20 which is a satire on a rural harvest festival ( fig. 5a ). ... by your exhibitions, you express A plusquam feminine delight in dress, Flowers vcb v3, p. 22 And to the altar in procession go
And make the church a horticultural show.
A series of studies has explored the relationship between Victorian Anglo-Catholicism and the development of the imagery of homosexuality at the end of the nineteenth century. 66 In the period under consideration in this article, this process had yet to progress sufficiently to create a new form of sexual paranoia over same-sex desire, but no longer were these men widely thought of as the rampant predators that had stalked earlier Protestant fantasies.
The effeminisation of the Anglo-Catholic priest had gone just far enough that it was starting to rendered him unthreatening to the chastity of the women in the congregation because his main concerns appeared to be his belly, his frocks and his flowers.
Conclusions
From the start of Victoria's reign, placement of flowers in Church was advocated by priests who advocated the spiritual significance of such displays. These activities were regulated, and so given cultural legitimacy, by the means of style manuals which positioned floral decoration as the appropriate feminine compliment to the manliness of architectural structure. Such practices were, in due course, given sanction by the formal redrawing of Church law. In 1880 it was reported that 'as early as 4am well-known Churchmen and delicate ladies were standing outside the entrance [of Covent Garden flower market in
central London] anxious to have the first bid; for so great a profit do the growers as well as Flowers vcb v3, p. 23 the shopkeepers make of the decoration of churches that of late years they have refused to book orders in advance'. 67 By the end of the century, therefore, the use of blooms in church had become so accepted that sermons were preached on the improving moral lessons to be derived from flowers, and 'flower missions' distributed blooms as spiritual pick-me-ups to the poor and bedridden. 68 During the period from Queen Victoria's accession to her death flowers in church had gone from being dangerous objects emblematic of the taints of the world that were only to be employed under carefully controlled circumstances, to spiritually efficacious evidences of the Lord's purifying Grace which just required employment in good taste.
The foremost late Victorian authority on flowers in church was Ernest Geldart . 69 What is notable is that Geldart lays down, not so much guidelines for decency, as strictures against examples of excess such as 'a plantation of flower pots, which entirely prevents the clergyman from approaching within a foot or two of the basin [i.e.
font+.' He provides some rather amusing examples of flimsy structures which led to objects falling from the ceiling onto the congregation, and of a superfluity of decoration used to decorate ornaments ('to cover up costly carving or marble inlay with bunches of leaves is ridiculous', etc). In his final publication on this subject, A Manual of Church Decoration and Symbolism (1899) there is a section cautioning against the construction of 'impossible features', such as ivy tracery on hoops in front of a stained-glass window. He also worries Flowers vcb v3, p. 24 about the use of the cross, 'the most sacred, yet, at the same time, the most vulgar of ornaments. Far too often it is used simply as a dernier ressort when invention fails. "Oh, put a cross," is an easy solution of a difficulty; but it is not reverent nor is it edifying, to see the symbol of the redemption scattered broadcast'. 
